use of mise en scène, and his relationship with American cinema (Dobson 2007) or its representation of France (Lauten 1999; Macdonald 2013 ).
This article approaches Jacques Audiard's cinema from a different, rarely addressed perspective, namely his working method as a screenwriter, and the ways in which the development process of his screenplays informs his filmmaking. The object of inquiry is the situation, far from unique in France, of the screenwriter who, having turned to directing, continues to write screenplays and works on repeated occasions with one, or several, cowriters. As part of a broader reflection on the status of French screenwriters after the New Wave, it seeks to map out the contribution made by Audiard and his collaborators to film authorship, with a view to identifying certain screenwriting strategies that underpin the renewal of the European neo-noir thriller in France from the 1990s onwards. Beyond establishing his own brand of filmmaking, Audiard has developed a working method in which the so-called writing stage seems to extend far beyond preproduction, to influence the shooting and finally to shape the editing process as completed in postproduction. From his first film Regarde les hommes tomber/ See How they Fall (1994) to Dheepan (2015) The collaborative nature of screenwriting has received little academic attention in the context of French cinema as the early stages of production tend to be at least partly eclipsed by the study of mise en scène and directorial style. The writing credits often remain unspecified, with elusive reference to tasks undertaken, and the scripts can undergo a large number of successive drafts. Moreover, the screenplay, in its form as written text, is by nature transient, and generally disappears once the film is completed, and, if a screenplay does reappear after the film's release, the published text is normally based on a transcript from the finished product. Fore these reasons, an analysis of Jacques Audiard's cinema from the perspective of the screenwriting process may help to bring new light on some understated motifs of his fictional world.
In terms of methodology, it would have been valuable to gain access to successive versions of the screenplays and other documents used during the filming, such as successive drafts or annotated scripts. Unfortunately, these working documents are not readily available in any archive consulted -in fact, very few traces of written work in progress are accessible.
We have not been able to trace any annotated scripts or production correspondence for our corpus in the archive funds deposited in the library of the French Cinémathèque in Paris (BIFI) except for Un héros très discret/A Self-Made Hero (1996) . No screenplay has been published in Avant-scène cinéma or by other specialised French script outlets. The only document we found is a script in English made available on a website for Rust and Bone.
3 Consequently, our investigation rests upon comments made by the different contributors to the writing process, such as production notes, interviews, recorded masterclasses with Audiard and his co-authors, as well as commentaries and materials made available as supplementary features on the DVD releases. 4 These resources provide primary information towards an understanding of the writing process and discussion of the film narrative features (including plot, genre conventions and character construction) as well as an evaluation of the dialogue where relevant. As we will see below, this form of control over the uses made of the screenplay is hardly surprising in a French context, especially in view of Audiard's auteur status and his explicit views on the use of screenplays in filmmaking, as discussed in his masterclasses and interviews. These views will be developed below and will form an important part of our discussion. Films reviews will also be used to illustrate the critical reception of Audiard's cinema, and more specifically, to report on comments made on the narrative, characterisation and the formal properties of the films. They will illustrate, albeit concisely, the terminology used for the construction of Audiard's identity as a filmmaker.
After completing literary studies and having envisaged a career in teaching, Jacques (Bouquet 1994, 65; Raoux 1994) . This was echoed by other reviews reporting that beneath its 'modernised packaging', Audiard had made a 'predictable film' recalling the tradition de qualité (Trémois 1994) . 5 This seemed to overlook the departure of the film's complex narrative from the classic temporal structure of the book and its use of ellipsis, noted in another review (Tranchant 1994 Audiard's cinema so far, although the Cannes exposure afforded Dheepan is likely to change this soon. The critical discourse, mostly found in detailed reviews for the cinema press, scrutinises his style in relation to his status as an auteur-director (or not). The genesis and screenwriting process receive brief mentions rather than detailed analyses, except in a few interviews conducted with Audiard, for example in Positif where the subject is broached, usually by the filmmaker himself (Herpe 1996; Vassé 2005; Baumann and Rouyer 2009; Rouyer and Tobin 2012) . Anglo-American academic articles do not pay much attention to Audiard's screenplays as such either. They do, however, engage in more in-depth narrative analysis, in addition to discussion of themes and style, referring more specifically to the plots' complexity and the effective character construction of unusual heroes (see Kaganski 2012) . The scripts of the early films have sometimes been criticised for their underdeveloped secondary characters, but Audiard has also attracted attention for creating complex, elusive protagonists. For example, the narrative of Un prophète is qualified as 'labyrinthine, sometimes perplexing' (Romney 2009 ).
In typical French auteurist tradition, Audiard takes an active part in the development of his film ideas from the initial stages (sometimes referred to as a pitch). He appears in the writing credits of all his films to date for adaptation, story development and/or dialogue. He works slowly on his screenplays, often leaving gaps of several years between two films and, as the writing process itself can span over several years, admits that he tends to start each film as a response to the previous one (Rigoulet 2010b) . The development of an idea tends to be a long and sometimes convoluted process, involving the collective input of a team: 'I have never worked alone. There's a big difference. That's why I make movies -it's a group process. To make movies is to start out as an individual project and then collect ideas along the way' (in Alberico 2010; see also Libiot 2001b).
Audiard's 'filmmaking factory' (Frois 2001) , as he likes to refer to it, requires time and reflection to develop an idea into a script, find a production package before the collective project becomes a film by Jacques Audiard. 6 It is also significant that he should choose to adapt pre-existing texts for his own films -with the exception of Sur mes lèvres/Read my lips I would say the script was under-written, while I would normally tend to try and frame everything as soon as possible. I tend to over-write and then tidy up. This script had to develop from inside. I hesitated and then I thought it was this time or never, the evolution of the relationship between Dheepan and his partner mostly took shape in the shooting […] . But I did not make this a method and I can't say how I'll proceed for my next film. (Audiard in Alion 2015) This illustrates the perfectionist take on filmmaking adopted by some screenwriters who consider filmmaking as a craft. This mode of inspiration raises the issue of intertextual referencing in the context of screenwriting. Recently, Audiard has claimed that he lacks creative imagination, and that it would take him too long to develop a rounded story and fully-formed characters. Therefore, he prefers to appropriate an idea and adapt it to fulfil his desire for cinema. In this, he follows his father's example. The reviews of Un prophète also place characterisation at the centre of the film's evaluation:
they comment on the representation of masculinity, the fascination with power struggles, and they highlight formal qualities that are not necessarily expected in French cinema. For example, Eric Libiot talks of 'an aesthetic world upon which his mythological narrative rests
[…] escaping moral judgement' (Libiot 2009b Audiard's cinema is clearly influenced by American genres, but this aspect of his cinema extends beyond the scope of this study. What is worth noting, however, is that his chosen writing collaborators also share this attraction for Hollywood cinema genres and for narratives that foreground violent masculinity. This is why the collaborative writing practice that he has developed, and that constitutes one of his trademarks, deserves closer attention.
Collaborative screenwriting practice
Audiard's idea of cinema (and screenwriting) rests on the premise of a collective process: See Alberico 2010 for Audiard's detailed explanation on the character creation process: 'in the writing process, we had ideas on how to write Malik. We always thought Malik interested us when he was learning, so it was important for him to be learning all the time … and he was eager to learn. The second rule we had when writing Malik's character was that when you see him do something, that's when you see him learn.' 9 Many reviews analyse the character of Malik in detail and his unusual construction as hero (see Masson 2009, 14-6; Kaganski 2009 ).
Dafri's initial draft did not use the prison as main location setting, and the protagonist was released from prison thirty minutes into the film. Bidegain suggested increasing the number of scenes set inside the prison and let Malik come out only for a few days' leave.
This provided the film with a new structure and significantly changed the narrative perspective and the dispositif of the screenplay (Baumann and Rouyer 2009, 17) . Some late changes, often motivated by adjustments needed in terms of tenor, took place during filming and at the editing stage (2009, 19) . The register of the dialogue appeared excessively coded in During rehearsals, I ask the actors to use a text that contains narrative elements, but also proposes different situations, so that they can retain a certain freshness of approach and so that the script is not overused. A screenplay text is poor, it mainly provides situations, it is not a Shakespeare play! It must not be overexploited, otherwise what is there left to find when we shoot? On the set, I use two different scripts in fact, and in my B script, I have kept bits of scenes developed on the margins of the main narrative that can offer potential for straying away and take the actors in a direction that we had not anticipated. (Audiard in Rigoulet 2010b) The reluctance to finalise the script before shooting is part and parcel of Audiard's writing strategy, and suggests a conscious move to prevent 'locking' his narratives. For Un prophète, the 'Cahier B' contained many alternative scenes, but few were actually used, partly because the script was more tightly constructed and did not allow much flexibility (Baumann and Rouyer 2009, 19 French cinema today. In Audiard's 'fabrique du film', the writing continues during the shooting of the film, and even sometimes as part of the editing process.
At this stage, it is worth reminding ourselves that Audiard trained first as a film editor, namely a technician who supports the work of a director for the final rewriting of the film. When he started editing in the 1970s, he resorted to traditional cut and paste techniques, which must have comforted him in his belief that this was the time when subjective, authorial choices were reaffirmed. As digital editing developed in postproduction, software acted as an even more flexible tool through a range of processes including sharpening, cutting, reordering and enhancing the filmed matter. It is therefore hardly surprising that Audiard should use his co-writers (especially Bidegain) as editing assistants and his bespoke editor as an implicit extra co-author in this process.
The meta-language used to describe the production process in Audiard's films is in itself revealing. It often suggests a power struggle (between written text and director's mental images) and the notion of the written screenplay as an obstacle which resists the filming stage, and therefore requires 'taming' and this is when the director takes over as, above all, a metteur en scene. As a director, Audiard seeks to 'move beyond the script, it's too rigid; the words and sentences follow each other relentlessly, so I want to break them up ' (in Herpe 1996, 177 Labbas 2012) . As he develops the screenplay, Audiard tries to 'think intuitively of the images to come and to imagine the place of the film in the cinema landscape' (in Rigoulet 2010b). As the references to critical reviews of his films have confirmed clearly throughout this essay, his cinema is associated with creating powerful images and with a distinctive use of film language after a long and painful process of screenwriting.
Conclusions
In 1994, Jacques Audiard considered that the betrayal of the screenplay was proportional to the talent of the director-metteur en scene (in Grassin 1994) . In 1996, he could not wait to 'betray the script' because it left him 'no space for freedom ' (in Grassin 1996) . with collaborators who are in position to question the screenwriting and to probe the creative process. In fact, the more time passes, the more he is prepared to leave the writing to others in order to concentrate on the transformation of screenplay into film. Yet, his multi-faceted experience as screenwriter, adapter and editor allows him to retain a clear overview, while maintaining his distance from the script.
The evolution of Audiard from Regarde les hommes tomber to Dheepan as a master of Euro-noir cinema, combining genre reinvention and art-house qualities, can be attributed as much to the work invested on the screenplays as to his vision as a director. His direct involvement in the screenwriting process and his association with expert collaborators are important factors in the international success of his films. In addition, the constant reworking of his thematic motifs, their integration into offbeat narratives and plots and the careful choice of actors who can convey his unusual characters also enrich his artistic signature. A detailed analysis of his working method reinforces the conviction that screenplay development is a crucial creative basis for filmmaking and that it consists of different 'writing' stages, not all in words, through the constant probing of cinematic language during shooting, and editing techniques in postproduction. Audiard has integrated this broad vision of screenwriting and put it into practice as he developed his film career slowly around these three forms of 'writing'. He has thus reinvented neo-noir narratives and atmospheres with an increased control on his screenwriting technique every time. An analysis of his films from the perspective of the writing process, in this broad sense of the term, provides new insights into his euro-noir style and into the films' formal properties. It helps to reconcile the paradoxes of his complex identity ('son univers'), somewhere between genre and art house, classicism and personal style, but never quite where the audience expect him.
